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play upon them; the moment they are, as it 
were, placed in the open, and have to submit to 
the fresh, clarifying breezes of a really representative 
culture. Such art is unstable. It has no roots; 
no hold in the past; no possibility in the future. 
It remains what it is, a thing of exquisite beauty 
perhaps; but of a beauty which cannot transmit its 
secrets, or develop its nature through a series of 
growths. It ends where it began. 

How different it is with the firmly-rooted forms of 
national music; with that very music of the Russian 
school (the merits of which appear to be so evident to 
the English public, but its origins so unapprehended). 
Based upon the language of a people, upon its folk- 
song, it becomes a way of thinking characteristic 
of that people, and an influence moulding the character 
of each successive generation that arises to represent it, 
so that, although we may not know the artist, we know 
whence the art came. 

In such a way does art go from strength to strength ; 
and in reality it is from this strength, though we may 
not be aware of it, that the individualist profits, though 
by the nature of his profession he is prevented from 
contributing to the common stock. 

Nevertheless it will always be true that, even in 
national art, beauty will be the only test. We 
certainly do not want a weakening of the critical 
faculty in the interest of a merely make-believe 
nationalism. As high aesthetic standards are required 
in English music as in any other ; and if they fail, to 
that extent English music will fail too. But those 
standards will best be discovered by developing our 
own resources, rather than by adopting those of a 
foreign habit. Yet it were better for us even to say 
of our music, 'It is a poor thing, but mine own,' 
than 'It is a splendid thing, but, effectively, my 
neighbour's.' From which this policy emerges: 
Let our musical heritage be made clear to all; let the 
Church music of Tallis and Byrd sound in our ears ; 
let our Elizabethan madrigals be witness to the fact 
that, in the words of Thomas Ravenscroft (of that time), 
we could 'surpass the tuning of any string ' which the 
foreigner 'ensampled' to us; let us know of Purcell, 
and of any of our musicians who have produced 
beautiful work and reflected in any vital way an 
English spirit. And, throughout, let the fullest scope 
be given to an individual sense of value. But, above 
all, let us go to the source, and drink deep of the pure 
waters of our folk-song; let it be taken in by our 
children, almost with their mother's milk; let it be 
remembered as a sort of spiritual standard in our 
musical institutions and throughout the whole range 
of our musical activities.- 

What the result might be no man can foretell. But 
that it would yield finer fruits than we were able to 
gather during the centuries when we forgot such 
principles as these may safely be predicted. 

THE GLASTONBURY FESTIVAL SCHOOL 
AND ITS WORK. 

BY RUTLAND BOUGHTON. 

Starting, as we did, on the very day of the outbreak 
of war, and carrying on all the foundational work in 
the teeth of increasing dearth of men and constraint 
of money, it might seem as though the Glastonbury 
scheme for a National School of Music-Drama were 
doomed from the beginning. And yet to all who have 
been in the know as supporters or helpers, it has 
been evident that some of the very forces which 
threatened us with failure have turned out to be 
factors of success. 

In the first place it was announced, with great 
flourishes of newspaper-trumpets, that the theatre was 
to be erected forthwith and inaugurated with perform- 
ances of an Arthurian music-drama, the theatre being 
specially designed for a new treatment of the chorus 
on the lines of my experiment in 'dancing scenery' at 
Bournemouth in 1913. Lucky indeed for us was it 
that the theatre was not built at t/at period of the 
work. What stage-knowledge I then had was 
promiscuous or theoretical-gained by looking on at 
rehearsals during three years in the band of the 
Haymarket Theatre, or from the ordinary spectator's 
point of view at Covent Garden and Bayreuth. 
I had yet to learn the thousand and one details of a 
stage by actually producing operas. And as that 
happens theories are modified, new knowledge is 
acquired; and whereas before I had a fixed idea 
upon the use of the chorus, now all sorts of possibilities 
present themselves. Out of these it is possible that 
something will stand out more clearly and grow to a 
definite head ; then it will be time enough to decide 
on the form the theatre shall take. 

Another good thing the delay has done for us has 
been to enable us to develop along more individual 
lines. Had we opened with a full-blown cast of 
London singers, inured to the traditions of Covent 
Garden, I should certainly have known that they were 
not always doing what I wanted, but I should have 
been puzzled to tell them exactly what to do. As it: 
is, we are developing a style suited to the kind of 
work we set out to perform, and have already produced 
in Irene Lemon, Gladys Fisher, and Arthur Jordan 
dramatic singers who are in our way nearly 
perfect, and (judging by Arthur Jordan's success 
in London the other day) not unfitted to take a 
considerable place in the greater musical world 
outside the work here. And now, when we 
secure the help of London singers (and we have 
been very lucky in that respect) we not only learn 
from them, but we are able to indicate to them the 
particular lines of greater reserve, intimacy, and 
the conception of form which we are trying to 
develop. That this should have been evident to an 
outside party was a source of much pleasure to us. 
The musical critic of The Times, in an article on the 
work last August, remarked: 

Obviously such singers as Mr. Frank Mullings and 
Madame Gleeson-White, who played Tristan and 
Isolda, can do much by sharing their experiences. 
Less obviously, but no less really, the new-comers who 
may never have been inside an opera-house, much less 
on its stage, may help the older hands by their very 
inexperience. 
The chief thing that well-known singers come to 

realise in their work here is the greater beauty of 
subtlety and reserve. A course of playing in a large 
opera-house with a Wagnerian orchestra, but no 
Wagnerian covered orchestral pit, is enough to take 
the edge from the finest sensibility. So it happens 
there is a give and take in the relationship between 
our people and the well-known artists who come to 
help us; and a critic in The Ladies' Field said, 
apropos of the Christmas production, that 'one is not 
aware of any vital discrepancies between their work 
and that of a great artist like Mr. Frank Mullings.' 
And of course it must be remembered that the greater 
part of our members spend their days in work the 
reverse of musical. When Mr. Kennedy Scott was 
with us at Christmas he suggested that more indi- 
vidual tuition should be given. The committee has 
accordingly made plans for the foundation of a 
number of scholarships. These, the dancing lessons, 
and the weekly meetings for the practice of opera, 
should bring us another step or two nearer to our 
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goal. And, not actually allied, but inevitably working 
to the same end, we have Mr. David Scott's choral 
class, the Orchestral Society, and the weekly play- 
reading by members of the Literary and Dramatic 
Society. 

Yet another advantage which this war has brought 
to us is to make us realise what we mean when we say 
we are out for a National School of Music-Drama. 
This is no mere Jingo cry to foist second-rate British 
music upon our audiences in their disinclination for 
any first-rate music which may happen to be German. 
That we have shown by the Gluck and Wagner 
music we have staged. It arises rather in a few of us 
who cannot help feeling that if we are to create and 
perform operas we shall be well advised to do so in a 
simple, natural, straightforward manner, expressing 
ourselves by means of those subjects and that musical 
idiom which lie nearest to us. So we shall be the 
more likely to appeal to those who are interested in 
such kinds of art. And if, as will probably happen 
for a time as a result of this war, British and American 
people have no great desire to visit Bayreuth, I hope 
that we may have something here to offer them in its 
place-something less pretentious, certainly. I am 
not very anxious to emulate the realism of the 
Wagnerian stage ; but, then, our very poverty will 
prevent that. We lay out our performances to leave 
a good deal to the imagination, using screens, curtains, 
or decorative back-cloths instead of scenery, and 
making no attempt at historical or antiquarian 
exactitude A hut scene is shown by curtains, a 
few sticks under a tripod with a cauldron and a 
couple of old boxes, a deep red spot of limelight 
on the sticks, and singers who seem to lose their 
identity in their part, having no fear of using a natural 
scale of gesture or of singing softly; and, as more 
than one musical critic has observed, 'right through 
the festival the words of the various works could be 
heard.' We issue no word-books. 

The initial stage of this movement is over. We 
now enter upon the long period of steady attempt at 
improving our forces. To that end we need all the 
help we can get. We can succeed much more 
thoroughly if we can divest the scheme of its present 
tendency to become a one-man-show. That is no 
will of mine, though I am naturally glad to get my 
works produced. But other composers of operas 
are badly wanted by us. The chief thing is they 
must be prepared to come and help to stage their 
works for themselves. Last August we, produced a 
beautiful one-act opera by Edgar Bainton, but the 
Germans would not allow him to be present, and in 
his absence we were placed in the quandary of a 
choice between the mutilation of some of the music 
and allowing it to remain as a hindrance to the 
dramatic success of the work. Only the composer can 
decide in a case of that kind, and after the war we 
shall look to Mr. Bainton for help ; and any composers 
who are willing to join in the work here will, I feel sure, 
learn more about the making of operas during the 
preparation than in years of musical study without 
such stage experience. 

[A short report of the Easter festival is given on 
P. 298.] 

The South Place Ethical Society's Sunday 
Concerts continue to provide sumptuous feasts of the 
best music performed by artists of the front rank. 
Admission is free, but there is a 'silver collection,' the 
notice regarding which on one programme immediately 
preceded 'The Deluge' by Saint-Saens. We hope the 
suggestion was adopted by the audience. 

B 

occasional lotes. 
Friends of the late Sir George 

MEMORIAL TO C. Martin (organist of St. Paul's 
THE LATE Cathedral) have felt that a very wide 

SIR GEORGE circle would be glad of an oppor- 
MARTIN. tunity of showing their appreciation 

of the great services rendered by 
him both to St. Paul's and to the Church at large. 
The Dean and Chapter have consented to a memorial 
tablet being placed in the Cathedral, and a committee 
-which includes the Archbishop of Canterbury, the 
Archbishop of York, the Bishop of London, the Dean 
of St. Paul's, the Lord Mayor, Mr. Balfour, and the 
heads of the profession-has been formed for the 
purpose of carrying out this object, and with the hope 
that there will be so generous a response to its appeal 
that a substantial presentation may also be made to 
Lady Martin. Donations should be sent to the 
Rev. W. P. Besley (hon. secretary), 9, Amen Court, 
St. Paul's, E.C.; or to Mr. E. W. Nicholls (hon. 
treasurer), 2s, Bickenhall Mansions, Gloucester Place, 

The question of English librettos 
ENGLISH for operas is a live one just now, 

LIBRETTOS FOR if only because of the highly- 
OPERAS. commendable enterprise of Sir 

Thomas Beecham. A letter on 
the subject from Mr. Frederick Corder appeared in 
the Daily TelcgraPk of April 28. He asks : 

Is it not time that the sneers at operatic librettos, and 
especially the English translations thereof, were given a 
rest? Every time an attempt is made to provide opera 
in English we have the same old discussion, which ends 
in the absurd statement that opera texts ought not to be 
translated, and cannot be translated. Why should 
England-the country with the most copious and 
beautiful language-be the only country in the world to 
take this view? And why are we content to have 
German, French, Italian, and Russian seasons of opera, 
in which the works are often presented in other 
languages than the original, yet find nothing wrong? 
The theory seems to be that an opera libretto is a 
beautiful thing, provided we don't understand it. When 
we do it becomes grotesque and ridiculous. The 
English opera-goer doesn't mind whether the tenor 
sings 'Je t'aime,' ' io t'adoro,' or 'Ich liebe dich,' 
though all three sound quite different ; but if he hears 
'My heart is thine'-which is much more mellifluous 
than either-he wants to laugh. 

He points out that the curious prejudice against 
English opera is almost confined to London, where 
the metropolitan dilettanti have been so accustomed 
all their life to the easy task of listening to music 
without the trouble of words, that they hate to have 
them forced on their intelligence. Mr. Corder con- 
cludes by saying that 

Whether the opera be a native or a foreign one, I 
maintain that to sing it in a foreign language is to lose 
the better half of it. That there have been in the 
past only too many operas by eminent composers the 
original librettos of which are mere drivel cannot be 
denied; but skilful translation can go a long way to 
improve these, and in many cases has done so. That 
we have had some miserably inadequate librettos 
native and translated is also true, but this could easily 
have been obviated by paying a better price. The 
translations in Boosey's and Novello's collections of 
operas, done chiefly by John Oxenford and Lady 
Macfarren, were nearly all excellent, and if 
managers pass over these for commercial reasons 
that is no fault of the poor, sweated literary 
man. Among modern achievements the translaticn 
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